The conceptual artist John Latham (1921 Latham ( -2006 is sometimes cast as disconnected to the currents of British visual culture. Latham's idiosyncratic cosmology based upon time and events and incorporating human creativity rather than matter and energy is used to distinguish this disconnection. However, this paper argues that his work can be seen as closely related to that of other mid-century cultural producers who were engaged with alternative cosmic speculations, and part of a broader shift in the register of representation. Papers from the Latham digital archive help make this case.
Latham was not at all comfortable with that scene. He struggled in particular with the incorporation of the 'popular' in contemporary art, something which conversely, Alloway had been celebrating for some time. 11 Writing home early in his stay he notes, 'All this "popular" culture -it's no more popular than schoolboys private languages … All the time here one is up against imitations … I'm still unmoved and depressed that anyone should find it important … I definitely am out of the club'. 12 But the figure on the scene for whom he expressed most suspicion in his letters was the art critic Clement Greenberg. Greenberg was he sensed the key figure who defined the nature of the artists' network in New York and his approval was paramount to success. In one letter he recounted an evening out with his new acquaintances in which he said he had learned 'a lot about how the "in-group" works -I really believe it's the School of Greenberg, apparently a very potent man -altered many people, Alloway inter alia.' 13 A few weeks later, he describes having been talked under the table by Greenberg and of how he wilfully misunderstood his work with books. 14 This frustration with Greenberg's unwillingness to comprehend his work led to correspondence with him in the following summer about a misinterpretation of one of his book reliefs. The only evidence in the archive of this exchange is a cursory postcard from Greenberg apologising for its brevity which he explained was because he was reluctant to 'discuss art within the framework of notions like space & time', and that for him, the book reliefs were as he had stated before, 'Cubist, and partly so, in the feeling of their design'. 15 Having a Einsteinian physics were fully comprehended by cultural producers, more that the questioning of long-held beliefs about the fundamentals of matter, the universe, time, space and light were challenged and recast and in their cosmic speculations, artists and others were responding to this. In the visual culture that emerged, though varied, one can identify four key characteristics: works that were interactive, performative and multi-sensory in their nature; practises that revealed and explored a particular take on materiality, the visible and the invisible; aesthetic tactics that were anti-lineal in motivation; and an emphasis on the processual and motion.
It is difficult to find an artwork or mode of cultural politics from the mid-twentieth century that does not entail to some degree the first of these aspects, the performative, embodied or participatory. Especially from the mid-1950s onwards, multi-sensory and immersive aesthetic experiences were commonplace and significantly, not confined to the spaces of the artists' studio or formal gallery spaces. Indeed, they thrived in the more informal and far less 'professional' spaces of nightclubs and impromptu front room Distinguishing both amateur and professional forms of the lightshow however was a drive to connect with the viewer-participant and make them part of a collective perceptual experience by engulfing them in a multi-media environment. The stated aim for many lightshow artists was to evoke the embodied senses of the audience, to ignite a shared realisation and make them an active component of the representational practice. And the meta-representations that emerged were often inspired by cosmic models.
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In terms of the second characteristic, conveying the underlying motivation of awakening in its viewer-participants an alternative sense of materiality, Op Art is the most obvious mid-century form reflecting this desire. Although I can find no comment from hand margins, the use of unusual jargon, and so on. These strategies were designed to break the linearity of linguistic expression in a search for an alternative means of expression that more effectively enacted a new sense of the world. Like the lightshow and Op, this was also about participation because the reader had to work at piecing together a meaning and became literarily a co-respondent in the process.
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The fourth characteristic of representations of mid-century cosmic speculation was the incorporation of motion and process. Developments in kinetic art exemplify this best.
The earliest kinetic art of the 1920s such as that of Moholy Nagy was a reflection of a desire to make sense of a speeded-up world which never came to rest. By the 1950s and 60s kinetic art reflected new understandings a range of different motions in nature. The new conceptual models of nature recast it. In the words of Gyorgy Kepes, 'the stable, solid world of substance which in the past was considered permanent and preordained, is understood as widely dispersed fields of dynamic energies. Matter -the tangible, visible, stable substance in the old image of the physical world -is recast today as an invisible web of nuclear events with orbiting electrons jumping from orbit to orbit'. 26 The movements in nature modelled by kinetic artists were of that new cosmology, movements like the track of solar systems through galaxies, the clouds of electrons around an atomic nucleus which could not be palpably sensed, but could be modelled and brought to the senses. Frank
Melina was probably the most outspoken in expressing this motivation. His art was about 'communicating new visions of the universe as found through scientific research to the community at large'. 27 To do this he developed systems that visually engaged the viewer such as the projected light system Lumidyne. The titles of his Lumidyne pieces illustrate 
Latham's art and cosmos
For the period in focus here there are two important media in Latham's work, the spray gun and the book. The spray gun was a serendipitous find: he was living in Bordon in Hampshire and trying to establish a market gardening business and needing to creosote a fence on the property he acquired a spray gun and quickly realised its potential for his art. 30 The early spray paint canvases were much less considered and 'conceptual' than his later efforts in the medium and characterised by, according to Tisdall, a 'beautiful energy that has more to do with an intuition of the relationship between man [sic] and his world than with standard picture-making processes'. 31 In these, the images emerged in unconscious style whereby 'imagery and forms were found during the activity of painting rather than pre-conceived' 32 .
There is also evidence in his early spray paintings of a frustration with the plane of the canvas and a drive to penetrate the surface by cutting it. 33 When he then began to incorporate books into his canvases, that disruption of the plane was more clearly articulated. The book reliefs that he produced sometimes also incorporated spray painting and other found objects with the liberal use of Polyfilla to help support the cut-up and sculpted books. Books then were a useful found object in the sense that they enabled and its tendency to fracture and discipline knowledge, the same dissatisfaction that Latham also claimed to be reflecting in his work that exceeded the plane or frame of the canvas (the flat surface representing the ideological, disciplinary and religious veneer that obscured a single reality all experience). The couple were developing a psychophysical cosmology that would unify not only science and art but also mind and matter. To do so meant looking beyond even the new cosmology's recasting of materiality and to consider events as more appropriate building blocks than fundamental particles. They sought a 'new comprehensive world system based on a 'language of events' to replace the traditional language of objects.
The smallest unit of this -'analogous to the Planck Constant in Physics -was the micro- 34 Central to their theorising was the integration of human intuition because if one abandoned materiality as a foundational block and replaced it with the event, both matter and consciousness were constituted by events of varying time scales and so indistinguishable. 35 For Latham it suggested a rationale to justify an intuitive approach to his work because the creative consciousness was integrated into the time-based cosmology and 'informational relationships' could be discerned creatively and scientifically. 36 The Rauschenberg encounter chimed with this emerging cosmology as a dematerialised form and yet one that was unified in the sense that it suggested a 'dimensionless point' 37 , a point of zero space and zero time from which the universe emerged -no event and no object. The cosmology that emerged from the Rauchenberg encounter and the Gregory and Koshon collaboration was intended to be an allencompassing theory which would 'provide a common basis for understanding reality'.
Accept it and all the divisions that separate humanity would disappear. It is difficult to overemphasise how deeply held this realisation was for Latham. It set an agenda for the rest of his life and he expended a great deal of effort expounding it, often describing his mission to explain as a campaign. He felt that he was making 'discoveries' and as time went on when nobody seemed to listen he began to feel that the British authorities in particular sought to 'obfuscate', 'disinform' the public and even 'outlaw' his findings. 38 Following his 1954 revelation 39 his art became conceptually focused on process and event beginning with the spray paintings. He developed these around his notion of the 'least event', his fundamental temporal unit replacing the particle: in his words, the concept 'particle' 'as a non-reducible element is discarded on the basis that it is not minimal with 40 This concept was practically realised in relatively simple terms, the spray gun mark being a least event on a zero state blank canvas or macrocosmic context, a 'quantum-of-mark'. Apart from the dematerialised focus on time, the significant difference between this cosmology and the prevailing new cosmology was that this quantum of mark in the spray painting was also 'a quantum of human creative energy'. 41 The spray paintings, as models of this newly realised cosmology therefore embodied the history of their own creation 42 where, as Latham noted 'Motivation and Structure have become one and the same'. 43 The spray paintings were then a 'statement of pure process …The statement was a direct record of what had occurred to make it'. 44 He would later add another phrase to his nomenclature to help elucidate his least event theorem, 'noit', defined as not nothing, a least event being an 'incidence of not-nothing on nothing, for a least instant … the basis of a structure in events'. 45 As least events repeated in the same macrocosmic context so relationships and patterns emerged giving the sense of materiality through events. In the spray paintings then as soon as three or more spayed dots appeared on the white canvas, relative scale and shape could begin to be determined, modelling in other words the events which gave shape to the cosmos. Like the spray paintings, the cosmos was an accretion or iteration of 'insistently recurring events' giving the sense of the solidity and permanence of Eventually the reconciliation of his use of books as a medium with his developing cosmology advanced beyond a desire to break the plane of the canvass to a more fulsome only in the viewing of the book as an object rather than in the reading that the recurrent least events that made them could be apprehended as one. Reading books on the other hand was a linear process evoking a successive temporality. Like paintings, books were at once temporal in the sense that a series of events coalesced to make them, and atemporal in the sense that all of those events could be apprehended by viewing them as an object.
Books were also informational and as such were part of the creative element that had a role To highlight these aspects of books in his art he variously cut them back to expose their strata, deconstructed them, plumbed them together, burnt them and painted them. The book art that resulted which he began in the early 1960s to term 'Skoob idiom', were certainly individual and striking as art objects and it is undoubtedly their look that gained him acceptance, for a while at least, into the avant-garde art establishment (Figure 2 ).
The second half of the 1950s saw him relocate to London and was dedicated to him developing his cosmology and producing artworks reflective of it. He relied quite heavily on his parents to support his endeavours as well as his young and growing family during this Reflecting back twelve years later in a letter to his father, it appears that the lack of comprehension that met him had the effect of strengthening his resolve. In it he described his 1954 meeting of minds with Gregory and Kohsen, of how immersed he had been that he only realised ten years later that 'rest of the world had been left behind', by that he also meant the art world, and that he 'had to verbalise this position from my own study area (art)'.
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Cosmic connections
Latham's post-Newtonian but anti-Einstein take on cosmology that eschewed space and matter and focused on time and events has marked him out as different. Curators and critics have been so struck by Latham's peculiar take on the new physics and his vociferousness in 67 After the inaugural event the ceremonies were not associated with Sigma and were sometimes set up in symbolically significant sites in terms of the impact of linear discourse, such as law courts, Senate House and the British Museum, using carefully selected texts. Crowds gathered at the ceremonies to witness the immolation of books which, given the tight interleaving of their pages, often took a few hours to burn and sometimes ended with the arrival of the fire brigade. 68 Tying the deconstruction of towers of books to his cosmology was easy for Latham, destroying them both reversed their temporality, as indicated in the inversion of the word 'books', and was atemporal in the sense that the event could be apprehended as a whole: 'Skoob as a form of literature, to be read as what happens/ed, to be looked at whole'. 69 And Skoob was an appropriate intuitive 'language' through which to express the laws of his cosmology, Skoob 'is the mathematics, and it's visually accessible, you don't have to decode it like literary maths'. 70 As a reverse sculpture Skoob towers were event-based objects, but dematerialised objects that lasted in the memories of the event amongst the viewers and participants (Figure 3 ).
The creative destruction involved in Skoob towers was also showcased at the 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54  55  56  57  58  59 performances. Speak consisted of abstract coloured shapes and strobe effects not unlike the expanded cinema that would emerge later in the decade. 73 Latham asked Pink Floyd to supply a soundtrack but it seems that he was not satisfied with the outcome and instead substituted his own soundtrack consisting of the recorded sounds of books being demolished by an electric saw. His connection to the city's counterculture was also evident in his teaching engagement at the Anti-University of London, which was established in February 1968 and delivered a curriculum shaped by radical politics, RD Laing's existential anti-psychiatry and the artistic avant-garde. 74 But it was his Skoob towers and his Skoob idiom that most connected him to events of the 1960s and he was fully aware that it made him popular amongst the counterculture, noting in correspondence that the Skoob idiom has 'become of very great interest, particularly to a rising generation'. 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54  55  56  57  58  59 that the Tate did not take the time to change its appearance more often, to 'show some 10,000 states' and to give an impression of 'unexpectedness and non-familiarity that is a key to interest and a lively encounter'. 77 The processual was central to much of his other work in the 1960s: his Skoob towers were mobile in their nature, albeit as disintegrating and dematerialising forms; his spray painted pictures, as palimpsests of the events that made them, also emphasised process. In all of these, as Richard Hamilton later expressed it, the art work is 'an arena of performance in which an event is metaphored'. In some way then, each of the four characteristics of mid-century representation can be found in the work of John Latham. This is not to diminish his output because he had a distinctive and innovative style, especially in his work with books, and nor is it to belittle his cosmic speculation because many others too were engaged in modelling interpretations of matter, time, space and energy in their work. Rather, it is to redress the balance away from a narrative initially sustained by him and later by his critics that emphasised a disconnection to contemporary events and movements. In doing so one can begin to appreciate his art differently and be less inclined to frame it with the often confusing texts discussing time bases, noit, least events, and so on that accompany it in galleries and essays, and more open to its relational context, of how it connects to wider themes in visual culture from the midtwentieth century. Latham's work for me is most vivid in the mixed exhibitions that, if the 1  2  3  4  5  6  7  8  9  10  11  12  13  14  15  16  17  18  19  20  21  22  23  24  25  26  27  28  29  30  31  32  33  34  35  36  37  38  39  40  41  42  43  44  45  46  47  48  49  50  51  52  53  54  55  56  57  58  59  60 
